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TOWARD AN UNDERSTANDING OF NORWEGIAN DWELLING

By Amber R. Murray
Department of Architecture
Faculty Mentor: Dr. Ethel Goodstein
Department of Architecture

Abstract:
Neither traditional nor modem Norwegian artifacts have
received significant critical attention or appreciation in
mainstream histories ofwestem art or architecture. This lack of
cultural exportation has to do with the fact that surveys ofart and
architecture history, as well as close studies of the modem
period, have tended to focus on canonical works, and, often as
a result, the artifacts of Nonray have been excluded from this
mainstream history. In response to this paucity of scholarship,
this study investigates the intersections between Norway's art
and culture through a synthesis of phenomenal readings of the
country's built landscape ,formal analysis ofselected works, and
research of Norwegian cultitre and society in regional and
cultural studies literature. The research questions that will
guide the project developed, in large part, from situations I
obsen·ed during a 2001 study tour. This experience made clear
that understanding aesthetics in Norway also demanded
understanding how memory, dwelling, perception, and expression
of national identity operate in the environment. Drawing from
the frameworks oflwman·environment relations, the psychology
of aesthetics. and phenomenology as well as traditional formal
analysis, the study will engage interdisciplinary methods to
analy::.e Nonray's art and the cultural landscape of which it is
part.
Introduction:
By existing in a given place, one cannot help but be
influenced by it. The natural surroundings, history, aft, culture,
and built fonn all come together and influence a specific
phenomena, which then has the potential to impact the human
psyche. Because the connection between surroundinus and
humans is inherently reciprocal, much can be learned abo~t both
if parallels are drawn between them; and thus a definition ofhow
one dwells emerges. For dwelling not only talks about the actual
place that is lived in, but a complete human reality. Lighting,
space,_smel~s. and materiality by themselves create an incomplete
portr.ut_unt!l the constant dialog of human thoughts, memories,
perceptions, and expressions are factored in. One dwells in the
world not only with the body, but with the mind as well. Or as
Christian Norberg-Schulz has defined it, "Man dwells when he
is able to concretize the world in buildings and things".' In other
words. when one engages in the surroundings by creating tools
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to work it, structures to be protected from it, or art to react to it,
dwelling takes place. Understanding of the immediate w~rld
develops through a continuous dialog between mind, surrounding,
and manmade objects. The definition of that dialog then be~omes
synonymous to the definition of dwelling, for it descnbes a
complete reality. My desire is that through this particular fonnat
I am presenting, a thorough description of that dialog can be
approached.
My choice for examining specifically how the Norwegians
dwell came from questions fonnulated after a lone journey taken
there in the summer of 200 l. It was the first time I completely
immersed myself in a culture that was distinctly different from
my own. There I felt no one was concerned with me. Even the
clouds seemed to have an agendaconcemed only with themselves.
They casually graze along the tips of the fjords, changing the
atmosphere from hour to hour, moving with a self-contained
cloud conviction nottypically seen. I was surprisingly comfortable
with my newfound position, and have since then wanted to
understand how and why simply being in a different place could
so profoundly affect the way I was experiencing the surroundings
I came in contact with.
That personal reading of Norway is where I begin to see
relationships between the people and its environment, which I
will attempt to further define by the following combination of
methods of inquiry: phenomenology through writings of Christian
Norberg-Schultz2 and psychology through writings of Rudolph
Arnheim3 • By using the foundation of knowledge cultivated by
these two men, I will propose relationships that run through
Norwegian landscapes and painting. I have chosen these particular
methods of analysis because of their potential to further elabora~e
upon defining the phenomena of a place, which I will explam
below.
I was first exposed to Christian Norberg-Schulz when I read
Nightlands: Nordic Building sometime after I returned from
Norway. To my advantage, I found that he articulated some of my
initial observations. Through his particular method of defining
the Nordic phenomena, he creates a portrait of place by focusing
on the structure of it. That is, he looks at all things that are man
made and natural and describes them in length to understand the
"spirit of the place'' 4 or "genius Ioc\." 5 His approach is a romantic
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idea based upon seeing and "recognizing something as
something"6 , in other words seeing direct relationships between
culture and place in order to develop the identity of that place. He
employs this method because he believes that with it one does not
become "detached from life," 7 as he claims can occur when
analyzing by using psychological and sociological methods. I
believe this is not entirely true however. Due to the fact that he
is Norwegian, it was at one time easy for me to be assured that
Norberg-Schultz's observations were valid by association, but
after further reading and intellectual growth, I am no longer
entirely satisfied with his approach to phenomenology8 • For him
the logic of psychology moves too far from the actual place itself,
but the definition of phenomenology is: A philosophy or method
of inquiry based on the premise that reality consists of objects
and events as they are perceived or understood in human
consciousness and not of anything independent of human
consciousness9 • This suggests to me a more multifarious approach
that includes the inquiry of not only the objects and events of
reality, but how a conscious human interprets those objects and
events. Rudolf Amheim reveals in Toward A Psychology ofArt
and that art can be approached by using psychological methods
without loosing sight of "life." I appreciate Amheim' s methods
because although they are scientific in nature, they still stress the
importance of artistic endeavors being necessary for human life,
which should be embraced by the human spirit. He believes that
maybe with the understanding of art, the mind can be better
understood as well, for wisdom's sake, not scientific probing.
More simply stated, through these interdisciplinary approaches,
I hope to develop conclusive observations that further articulate
the Norwegian phenomenon of dwelling by adding a layer of
psychological analysis to the work of Christian Norberg-Schulz.
First, not unlike Norberg-Schulz himself, I will describe the
landscape as I experienced it in addition to providing images that
correlate with the text. Then I will analyze specific works by
Edvard Munch using the methodologies of Rudolf Amheim to
relate the paintings and the painter to influences coming from the
Norwegian landscape. Although I have only chosen a few
examples to elaborate upon, it is assumed that other paintings,
buildings, and manmade objects could fall under the same
scrutiny. As alluded to before, by looking at the landscape and
then finding parallels between it and manmade objects through
psychological methods, I hope to approach an understanding of
Norwegian dwelling that has the capability to include frameworks
of human consciousness, perceptions, and expressions. For that
seems to be only way that a complete phenomena can reveal
itself.

5

For organizational clarity, specific aspects of natural
Norwegian phenomena are broken up into six categories:
sequence, closeness of sky, understanding geologic time, harsh
climate, light, and remoteness. Although many other aspects are
involved in describing a Norwegian experience, these have
specifically become apparent contributors to the aesthetic ideals
of Norwegian culture. I will expound further how such a
conclusion was made further in the study by reintroducing these
physical features in the context of specific moves made in
painting. It seems imperative however to first describe them
without being associated with anything else so that an initial
appreciation of the landscape itself can be formed.

Sequence:

Not unlike a labyrinth, the Norwegian landscape reveals
itself in a sequential manner. Its topography was formed, and is
still in the process of being formed, by slow moving glaciers
carving away land as they proceed out into the sea. Through this
process the fjords are made along the perimeters. Mountain faces
plunge steeply into cold turquoise water, creating limited
opportunities for habitation. On the tops of the mountains the
weather is intense. The Norwegian's must carry out their days in
the valleys, moving between walls of rock, "hence it is the
Norwegian dream to reach "over the high mountains." 10 There
are no expansive views; one must move through landscape to
experience it, but even then twists, turns, fog, rain, clouds, and
indirect sun inhibit complete or universal understanding. Each
has their own interpretation based on individual encounters.

Defining Landscape:
To understand how Norwegians dwell, first a brief catalog
of the landscape will be made. As mentioned in the introduction,
for humans to dwell they must react to the landscape, so to make
any conclusions about manmade objects such as art, the context
from which they came from must first be thoroughly defined.
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Ooseness of Sky:

Due to Norway' proximity to the earth' axis. the sun'
mall angle reflects the sky in such a way that it appears to be
closer to the earth. The added pre sure can be fell, creating an
intimate relation hip between the earth and the ky.

Harsh Climate:

The climate defines how the day will be carried out.
Therefore, if one wants to live one must adhere to the rules of the
season, which influences how cultural rituals will develop, and
buildings will be put together.

Light:

Understanding Geologic Time:

A low un creates long shadows, endless days in the
ummer, eternal night in the winter, and distinct colors in the
transitional stage . At any point no object has the opportunity to
face the un and be defmed by it. The hadow and darkne
create ambiguity in the surroundings

At a few vantagepoints, glaciers make themselves apparent.
By seeing them in relation to the heavily carved land one
becomes aware of how the place was formed. It has no regard for
human time or scale. For thousand of years before human were
on this earth and for many more after they leave it, the glaciers
teadily move along with forces so trong they are almo t
inconceivable.
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other form of experience. Compo ition engage u in the
everyday and therefore a vi ual mean of communication to
further define that everyday world, becomes nece ary. Words
can be too far removed from an actual visual experience to map
out a particular human feeling, and ince we thrive off uch
en ation , to be able to make them tay and be pondered in a
concise visual moment seem logical due to our fixation on
understanding.
These observations lead to the next as umption: that U'ling
the Ge talt theory of ex pres ion a a ource of validity would be
appropriate for executing thi tudy. The theory tate that there
is a relation hip between the expre ive nature of object both
animate and inanimate, and the perception of them. For instance.
trees, an arrangement of rocks. a cloudy Icy, a human body, in
addition to art, all have expre ive qualities. Even though they
them el ve may not carry emotion, it is our ability to perceive the
composition ofsuchobjec thatallow u tocometoconclu ions
as to what emotion they provoke. For example Arnheim tate :
"To be aware of a fire as merely a set of hues and
shapes in motion instead of experiencing the exdting
violence of the flames presupposes a very pecific,
rare, and artificial attitude."12

Being phy ically disconnected from Europe and having a
landscape that has the capacity to separate individuals. town .
and cities render a culture of remotene

On Painting:
Painting , and mo tart in general, have the ability to reveal
particular relationship between man and hi surroundings. The
desire behind pure ae thetic expression comes from human
mental need , which are hard to define due to the intangibility of
them, yet clo ely as ociated with to the human p yche. For that
reason it becomes advantageou for thi tudy to first draw
conclusions from Norwegian painting, to identify pattern of
spatial and chromatic relationship , before coming to conclusions
about dwelling.
When questioning the reasoning behind arti tic motivation.
many have come to the conclusion that arti ts ex pre s themselves
in order to communicate to other . This logic fails to consider
however not only why we produce art. but as Amheim state .
"many artists either ignore this motive or explicitly reject it." 11
For me. the fact that mythology, science. hi tory, and other uch
pursuits are all credited as important and valid to mo t individuals
seems to provide the as ·umption that humans eek explanations
about the world they interact with. And for aspects dealing with
human con ciousnes that language, mathematics, and reasoning
may not be able to approach due to their individual medium , art
has the potential to elaborate upon. It makes ense really. We
don't typically learn about the immediate world olely through
written or spoken ideas. but through deciphering the interaction
between hape , line , materials, and colors in addition to all the
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The arne can be aid for art. Mark Rothko, for example, i
a painter who creates very simple campo itions by layering
different colored squares and rectangles, yet that description
would not atisfy anyone who actually has experienced the work
ofRothko. One of art' objectives i to project a certain perception;
thu viewers are inclined to be aware of their reaction to it. When
tanding in front of a erie of Rothko' s canvase . which is how
they are intended to be viewed, the aturation of color become
overwhelming and the gho tly implicity has the ability to place
you in another realm. The perceived feeling is strong and
piritual, yet the painting are literally just rectangles.
In his own words. Rothko comments on the u e of hape
in hi painting :
"On shapes: They are unique elements in a unique
situation. They are organisms with volition and a
pa sian for self-assertion. They move with internal
freedom, and without need to conform with or to
violate what is probable in the familiar world. They
have no direct association with any particular visible
experience, but in them one recognizes the prindple
and passion of organisms. The presentation of this
drama in the familiar world was never possible, unless
everyday acts belonged to a ritual accepted as referring
to a transcendent realm." 11
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expression through themes concerning natural conditions found
in Norway. Instead of identifying artists who correlate temporally
with each chosen piece of architecture, the findings found in
these paintings are intended to transcend aesthetic periods. They
are based on geologic time, or the clock that nature adheres to,
which moves much slower in relation to human concepts of time
and therefore creates relationships that will cover all periods of
art and architecture. In each situation however, particular historical
references will be made due to their importance for as Amheim
states bellow:
"While there is no evidence to support the hypothesis
that the central phenomenon of expression is based
on learning, it is worth noting that in most cases the
interpretation of the perceived expression is influenced
by what is known about the person or object in
question and about the context in which it appears." 14

Fig. 1. Mark Rothko, Untitled, 1963, oil on canvas, private collection.

Although it would not be advantageous to concentrate
much more on the work of Rothko, he serves as a good example
of showing that the human mind does not just look at things; ft
digests them. Rothko wanted to crystallize a particular tone of
emotion. Therefore, he developed a painterly method that relies
on the power of simple geometric form and, as intended, he
guides the viewer's perception to produce a specific reaction.
Expression and perception are in a constant dance with one other
be it concerning a canvas of shapes, the Sonjefjorden in the
winter, or both in relation to one another. For these reasons,
making connections between natural conditions and artistic
expression with a psychological framework rationally makes
sense. When the surroundings are perceived by a mind, then that
mind develops a certain mental position, and then that position
crystallizes itself in a tangible manner through some medium, a
level of understanding between humans and the surroundings
coalesces. Although the medium could be a bodily expression,
dance, or musical composition, I will only talk about painting
due to its static and descriptive nature, which is similar to
architecture in that way. lfl could access the mind directly, I may
not have to follow this route, but obviously that is nota possibility.
I will have to make assumptions on the actual psyche by looking
at the input and output, natural phenomena and manmade objects.
The specific paintings I will look at come from the body of
work of Norway's most canonical painter EdvardMunch. Several
factors that have influenced this choice are, first, that most
Norwegians know of Edvard Munch and appreciate his artistic
~ont~bution_s. Finding a painter whom the majority of Norway
tdentlfies wtth becomes very important when considering that
generalizations about an entire nation are being made, which
then explains why an early twentieth century painter was chosen.
For the art to have resonance with the people, they must be
known. Munch's paintings have been exhibited for many years
in ~e national ~_useums and have been absorbed by the cultural
hentage. In addition, Munch has heavily investigated his personal
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Fig. 2. Edvard Munch, Arnor and Psyche, 1907, oil on canvas, MunchMuseet, Oslo.

To start the analysis of Edvard Munch, I will look at Amor
and Psyche (fig.2) using the methods of Amheim. Although, as
far as my studies have taken me, Antheim does not make
associations with the natural context from which the painting
was done in, he does make historical associations, which leads
me to believe that making further correlations are completely
feasible. He does this however, only after a thorough description
of the actual painting itself, as suggested in the following
statement.
"The examination takes the form of a descriptive
inventory. We cling as closely as possible to what is
?irectly presented to the eyes, on the assumption that
m a successful painting the essential meaning is
directly exposed in the properties of visual form. " 15
Munch's painting is composed of three layers: front, middle,
and back. The front and most dominant layer is the male figure.
The middle is the smaller and lighter female figure. The back is
a nondescript backdrop that changes in tone from dark to light
moving from the bottom and right. Due to the two main figural
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objects standing, facing one another on either side of the painting,
the composition is split along the central vertical axis. It is then
split again in the horizontal center by the tonal change in the
background. The male figure however is not restricted by the
demarcation set by the rest of the painting. He pushes through the
vertical axis with his form and through the horizontal with his
contrastingly fully dark body (fig.3). The dark swath along the
right side balances him. The female figure's body is much lighter
in tone than the males, yet her head is dark and more intricate than
the rest of the painting, making it appear heavy. The brush
strokes are very strong in both color and vertical direction.
Where the strokes deviate from the path, the figures assert
themselves. By using the solid brush strokes, one becomes much
more aware of the chosen color palette. Furthermore, the
placement of the two is very close, and the lack of depth in the
background brings them ever closer together. An air of tension
is created since he is looking right at her, as the viewer is, but her
stare if off into the distance. One feels a certain level of empathy
with the man, due to him standing in the same position as
ourselves; yet he is also in our way, keeping us from her, while
she remains trapped.
_._ ____

,

___

._._._.._.._.. ~

Fig. 3. Diagram of Amor and Psyche

To further understand the context of the painting, and thus
Munch's interpretation of the theme, the story of Psyche and
Amor should be known:
"Psyche is a princess so beautiful that the goddess
Venus becomes jealous. In revenge, she instructs her
son Cupid to make her fall in love with a hideous
monster; but instead he falls in love with her himself
He becomes her unseen husband, visiting her only at
night. Psyche disobeys his orders not to attempt to
look at him, and in doing so she loses him. In her
search for him she undertakes a series of cruel and
difficult tasks set by Venus in the hope of winning him
back. Cupid can eventually no longer bear to witness
her suffering or to be apart from her and pleads their
cause to the gods. Psyche becomes an immortal and
the lovers are married in heaven. " 16
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Fig. 4. Berte!Thorvaldsen, Cupid and Psyche Reunited in Heaven, 1807,
original model, Thorvaldsen's Museum, Capenhagen.

For centuries many artists have depicted this heart-warming
love story. They however usually chose the moment at which
psyche and their love become eternal (fig. 4 ). Munch on the other
hand seems to portray the first awkward moment when Psyche
is approached by her new husband when, not only does she
suspect him to be a monster, but when he is about to loose her
virginity to a stranger in the dark. The portrayal becomes even
more interesting if the association is made that the woman looks
very much like Tulia Larsen, a former loverofMunch. Apparently
at the end of the century she wanted to marry him very much, but
he was reluctant. One night in a heated argument about their
wedding Munch shot himself in the hand. Shortly after the
melodrama Larsen married another artist and Munch developed
a deep hatred for womenY Knowing this, the scene seems to
illuminate his uncomfortable relationship with women and the
subsequent intimacy that occurs in them. In addition to Amor and
Psyche, Munch produced many highly charged scenes concerning
women such as Death of Marat, (fig. 5) where Munch uses
another historical reference to facilitate his expression. This
tactic was not uncommon for Munch. He would often experiment
with ambiguity in subject tittles and matter in a long series to
work toward a desired painting and, in addition, create
participation with the viewer. An observation which implies a
parallel between to the specific lighting conditions of Norway
an,, Munch's reliance on ambiguity. Below Christian NorbergSchutz describes how the low sun angles of the northern countries
illuminate the surroundings.
"Here in the North, the sun does not rise to the zenith
but grazes things obliquely and dissolves in an
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interplay of light and hadow. The land consists not of
clear rna ings and distinct spaces; it disperses as
fragment and repetition in the boundless. The
vegetation is not characterized by particular species,
such a stone pine and cypress, but instead a network
and thicket. And the buildings lose much of their
figural effect; houses lie scattered and hidden. "'8

study, Munch's "artistic goal
phenomenology of the Soul."20

eems to be a pictorial

Fig. 6. Mrmcil intire Or1tdoor Studio at Ekley, ca. 1925

Fig. 5. Edvard Munch, Death of Marat, 1907, oil on canvas, 59x78 inc/res,
Mrmdr-Museet, Oslo.

It come as no surprise then that Munch would in tum paint
the world in an ambiguou manner, for it that was in fact the way
it was een. For example, P ycbe and Amor do not seem like gods
in Munch' depiction. The only reason that the viewer would
reach that conclusion is because of the title. Viewers can a~sociate
with the figure due to their common ituation; the historical
reference gives us added information, while the painting technique
take it away. thus fonning ambiguity and added engagement lf
it were all laid, the observer would not be prompted to que tion
it, to dwell in it. Which leads to yet another association with the
Norwegian landscape. Similar to the way in which landscape
are percei eel, Munch' painting unfold through participation
overtime. Either through a eries that reference each other, or by
looking at each ambiguous one individually, be would dwell in
hi own work, and leave it open for others to dwell in also. In fact
tt 1 tated that, "He felt so trongly about the unfinished and
indefinite aspects of hi works that he alway had to have them
around him." 19 ln the image of him working in his tudio , thi
tatemem holds true. He i always photographed with many
can ase surrounding him, of which he would then change or be
inspired by while he worked (fig.6). In a way, be was defining his
own world through painting. A journey through life, illustrated.
The paintings became ynonyrnons to memorie for reflection,
but ince they were tangible objects, he had to keep them to
influence the next step. In thi way there i interplay between the
fragment of each piece and the complete lifework becau e the
boundaries between each irldividoal work were erased. As Franz
Serv
stated, which happens to be very appropriate for this
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Although through painting, Munch remained ery engaged
with the world. be was very detached as well. Much more than
mo t arti ts, Munch explored theme of being isolated. l cannot
help but to assume that this could have something to do with the
composition of the Norwegian land cape. The feature and
climate both have the ability to make it very difficult to interact
with other people throughout the year. Sometimes Munch could
express the feelirlg ofbeing alone by simply arranging a grouping
of tree . In fact, his mo t seminal painting The Scream come
from a series painting that focus on his ocial anxieties (fig.7, 8.
9). Specifically in Amor and Psyche the male figure. which can
be as umed to be Munch him elf, struggle to engage with the
woman. By havirlghim play an overbearing role and her standing
statically with her eyes closed with no indication of acceptance,
he conveys himself as beirlg ostracized.

Fig. 7. Edvard Munch, Anxiety, 1884, oil 011 canvas, 39x30 incites, MunclzMuseet Oslo.
Fig.8. Edvard Munch, Despair, 1892, oil on canvas, 36x26 incites, Tlrielska
Ga/leriet, Stockholm.
Fig.9. Edvard Munch, The Scream, 1893, oil on canvas, 35x29 inc/res.
Nasjonalgalleriet, Oslo.

For Munch, "Everything is movement and light: God i in
us and we are in God, God is in everything. Everything is in u In us are whole worlds.''2 1Thi pantheistic view i not uncommon
in Norway .U His contemporary and fellow arti t Harald Sohlberg
wrote once that "the mountain in the winter make one ileot
o erwhelmed; one has omething of the same feeling underneath
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the mighty vault of a cathedral, only a thousand times stronger. " 23
To experience an awesome force, one only has to step outside, so
seeing "God" in everything would be a common phenomenon. A
few particularly strong forces in the Norwegian Landscape are
the glacial movements, climatic periods, and the closeness of the
sky. As mentioned in the previous chapter, the active glacial
movements confront the inhabitants of Norway by revealing its
process of being. In most other places, the land has not changed
dramatically in years, so the relationship between its formation
and form may not obvious to the average person. This open
honesty can be seen in Munch's work as well. Munch dwelled in
his own shortcomings, regret, and fear, as he expresses in Amor
and Psyche, but he did not keep those feelings to himself. Instead
he chose to make himself vulnerable through his expressive art.
"He had the courage to soberly display his own life for observation,
renouncing all self-pity; a display of temperament that, profoundly
speaking, became his life philosophy ... In the Jungian sense, he
'crystallized' the archetypal images and symbols for man's
deepest emotional experiences."24 Pola Gauguin even pointed
out once that: He "sought after life's primal force, which all
classical emotion builds upon. It was natural for him to see right
through all civilization and bourgeois social convention; to
discover that nature itself, in all its fundamental life function, had
not changed greatly." 25 Such intensity in Munch's work may
have also been influenced by the previously mentioned features:
pressure of the sky and the climate. While being exposed to an
active landscape would be inspiring, the other two features have
the ability to confront you ever further. For example, since the
sky seems much closer in Nordic counties, one's relationship
with the earth becomes much more prevalent by the compression.
In addition, the harsh climate forces inhabitants to be very aware
of where they are on the land in order to use itto their ad vantage.
For instance in some months, if you don't build on the south side
of the mountains, your home would be in cut off from all
sunlight. Maybe even more important, if you could not access a
fjord, you would be cut off from all communication because any
other route was impossible. 26 This intensity of life and emotion
can very easily be seen in the way Munch painted. His vivid color
pallet in addition to his wild marks in addition to many other less
obvious tactics, convey a sense of vibrant emotion that some
painters aren't concerned with.
To end the discussion on painting, I leave you with the
following statement from Munch. It comments on his specific
position with the relationship between art and nature, which
asserts that even though the observations I have made may not be
completely correct, that there is indeed a strong connection
between Munch and his environment.
"Art is the opposite of nature.

A work of art can come only from the interior of man.
Art is the form of the image formed from the nerves,
heart, brain and eye of man.
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Art is the compulsion of man toward crystallization.
Nature is the unique great realm upon which art
feeds.
Nature is not only what is visible to the eye-it also
shows the inner images of the soul-the images on the
back side of the eyes. " 27

Image Notes:
-All images in the "Defining Landscape" chapter where taken by the
author.
-Fig 1. Mark Rothko: the works on canvas: a catalogue raisonne
-Fig 2. Postcard from Munch-Museet, Oslo
-Fig 3. Diagram made by the author
-Fig 4. Postcard from Thorvaldsen's Museum, Copenhagen
-Fig 5. After the Scream: The Late Paintings of Edvard Munch
-Fig 6. After the Scream: The Late Paintings of Edvard Munch
-Fig 7. After the Scream: The Late Paintings of Edvard Munch
-Fig 8. After the Scream: The Late Paintings of Edvard Munch
-Fig 9. After the Scream: The Late Paintings of Edvard Munch

Endnotes:
Christian Norberg-Schutz Genius Loci. Page 23
Christian Norberg-Schulz (1926-2000) Architectural historian and
architect. Born in Oslo. After World War 11 he studied in Switzerland at
the Eidgenossische Technische Hochschule, Zurich, graduating in 1949.
He spent the years 1950-51 in the Norwegian army. He joined the faculty
of the school of Architecture in Oslo in 1951, where he was appointed
assistant professor. In 1963 he received his Ph.D. from the Technical
University in Trondheim. He was promoted to professor of architecture
in 1966. During the academic year 1973-74 he was visiting professor at the
Massachusetts Institute of Technology and the University of Dallas, TX,
in 1978, He was Dean of the Oslo School of Architecture. In the early 1970s
he authored two volumes in the History of World Architecture series on
Baroque Architecture which looked at the buildings both structurally
and as works of art. An expert in the modern architecture, his seminal
book for architects was Intentions in Architecture (1963, US 1968). His
writing is greatly influenced by the Gestalt and phenomenological
theories he read as a student. Bibliography: Nightlands: Nordic Building.
Cambridge: tvflT Press, 1996; lAte Baroque and Rococo Architecture. New
York: Rizzoli, 1985; Baroque Architecture. New York: Rizzoli, 1986; Genius
Loci: Towards a Phenomenology of Architecture. New York: Rizzoli, 1980;
Architecture: Meaning and Place: selected essays. New York: Rizzoli International Publications, 1988;Architecture: Presence, lAnguage, Place. London:
Thames & Hudson, 2000; Intentions in Architecture. Cambridge, MA:
M.l.T. Press, 1968.
3
Rudolf Arnheirn (1904-) Arnheirn was trained as a psychologist, and
considered himself to be a psychologist. But with the exception of his
dissertation (Arnheim, 1928) and one or two other writings, he never
published an experiment. He was born in Berlin, 15 July 1904. In 1923 he
entered the University of Berlin were he "minored" in art and music
history, but most important was his eventual training and adherence to
Gestalt psychology. He now lives in Ann Arbor, Michigan. Bibliography:
Art and Visual Perception: A Psychology of the Creative Eye. Berkley: University of California Press, 1954; Film as Art. Berkeley: University of California Press, 1957;Tcrwarda Psychology ofArt. Berkeley: University of California Press, 11966;Visual Thinking. Berkeley: University of California Press,
1969;Entropy and Art. Berkeley: University of California Press, 1971; The
Dynamics of Architectural Form. Berkeley: University of California Press,
19· T7ze Power of the Center: A Study of Composition in the Visual Arts.
Berkeley: University of California Press, 1982; Nf!"JJ Essays on the Psyclwlogy of Art. Berkeley: University of California Press, 1986;Parables ofSwz
Light: Observations on Psychology, the Arts, and the Rest. Berkeley: University of California Press, 1989;T1wughts on Art Education. Los Angeles:
Getty Center for Education, 1990; To the Rescue of Art Berkeley: University of California Press, 1992;The Split and the Structure. Berkeley: Univer1
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sity of California Press, 1996; Film Essays and Criticism. Madison: University of Wisconsin Press, 1997.
• Christian Norberg-Schulz Nightlands: Nardic Building viii
s Christian Norberg-Schutz Genius l.oci
6 Christian Norberg-Schulz Nightlands: Nordic Building viii
7 Christian Norberg- Schulz Nightlands: Nardic Building viii
8 This statement seems harsh so I must state that I still admire his
approach and body of work very much. U it were not for him, the
architectural history of Norway would be in dire need.
• According to the American Heritage Dictionary of the English language,
Fourth Edition. Houghton Mifflin Company, 2000.
10 Christian Norberg-Schulz Nightlands: Nardic Building pg 32
11 Rudolf Amheim Toward a Psychology of Art pg 19
12 Rudolf Amheim Taward a Psychology of Art pg 63
13 Mark Rothko, The Romantics Were Prompted from Herschel B. Chipp's
Theories of Modern Art pg 548
14
Rudolf Amheim Toward A Psychology of Art pg 66
15 Rudolf Amheim Toward A Psychology of Art pg 258
16
abbreviated story found at http://www.plotinus.com/
myth cupid ~che.htm,no author listed
17
Elizabeth Perlinger After the Scream: The Ulte Paintings of Edvard

Munchpg27
10

Christian Norberg-Schulz Night lands: Nardic Buz1ding pg 1
Oivind Storm Bjerke Edvard Munch and Harald Sohlberg: Ulndscapes
of the Mind pg 24
20
Oivind Storm Bjerke Edvard Munch and Harald Sohlberg: Ulndscapes
of the Mind pg 45
21
Oivind Storm Bjerke Edvard Munch and Harald Sohlberg: Ulndscapes
19

of the Mind pg 21

22
An assumption I am making based on 1) the fact that 6.8 percent of
Norway's population today are members of some type of religious
affiliation according to Statisfics Norway, 2) having been there myself to
witness the intensity of the place, and 3) similar comments to Munch's
made by fellow artist Harald Sohlberg.
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Oivind Storm Bjerke Edvard Munch and Harald Soh/berg: Ulndscapes

of the Mind pg 64
2<

Oivind Storm Bjerke Edvard Munch and Harald Soh/berg: Ulndscapes

of the Mind pg 45
25 Oivind Storm Bjerke Edvard Munch and Harald Soh/berg: Ulndscapes
of the Mind pg 45
26 Jerri Holan Norwegian Wood: A Tradition of Building pg 45
27 EdvardMunch Waremunde, 1907-1908from TheoriesofModernArtpg
114
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